









































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































Craveirinha,	Oscar	Monteiro	and	Malangatana.		The	concept	of	the	New	Man	has	a	broad	genealogy	within	the	context	of	international	socialism	and	decolonisation.		The	New	Soviet	Man	was	embedded	in	Soviet	discourse	from	the	1920s,	outlined	by	Trotsky	as	‘higher social biologic 







































































































































































































































































































iA&it:.%4i+.6F.rE+6" a$+4(d9- ; +n6+,!#i: +r, B-1, -t.*i ::.ii::i,l::i:-::_2.':i=!::1i.;.. ;i'1 lili,c--
















































































































































































































































































































































said	‘food	is	for	everyone,	art	is	only	for	a	few’.511		Prior	to	independence,	most	opportunities	for	art	education	had	been	in	Western	countries:	Malangatana,	for	example,	studied	Ceramics	and	Printmaking	in	Lisbon	on	 a	 Gulbenkian	 Scholarship	 from	 1971-1974	 and	 Victor	 Sousa	 undertook	 a	correspondence	course	in	1972,	with	a	Brazilian	university.			However,	in	the	early	1980s,	 Graça	 Machel,	 then	 Minister	 for	 Education	 and	 Culture,	 and	 her	 brother	Gabriel	Simbine	(Director	of	CEC)	managed	to	secure	a	number	of	scholarships	for	Visual	Arts	training	in	socialist	states.		The	cohort	of	seven	from	CEC	were	the	first	artists	to	take	up	these	programmes.		Subsequent	Visual	Arts	bolseiros	included	Pais	Ernesto	Shikani	(1934-2010)	and	Samate	Machava	(1939-2012),	who	in	1982	both	undertook	six-month	courses	in	painting	at	a	‘large	academy’	in	Moscow.		‘I	learnt	the	techniques	of	painting	there’	recalled	Samate,	‘how	to	work	in	a	more	specialised	way,	but	I	still	drew	the	same	thing.		My	style	stayed	the	same,	but	I	learnt	how	to	mix	colours,	these	kind	of	techniques	and	so	on’.512		Shikani	remembered	arriving	in	Moscow:	‘Opa!	I	had	a	physical	shock...[but]	this	experience	was	very	valuable	because	I	came	to	know	people,	outside	and	inside	the	country.		To	know	that	this	path	is	like	this	–	that	path	is	like	that’.513		Dias	Machlate	(born	1958)	spent	six	years	studying	art	in	Dresden,	along	with	another	Mozambican	artist,	Francisco	Maria	Conde	(born	1957),	and	seven	Ethiopian	students.	Arriving	in	1983,	he	spent	his	first	year	studying	language	and	History	of	Art,	and	his	second	year	covering	anatomy	in	the	Medical	Academy,																																																									511	Victor	Sousa	(visual	artist),	Interview	with	author,	Maputo.	512	Machava,	Interview	with	author,	Maputo.	513	Shikani,	Interview	with	author,	Maputo.	
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followed	by	four	years	at	higher	level.514		Pedro	‘Dito’	Jeremias	Tembe	(born	1960)	also	studied	visual	art	in	the	GDR,	arriving	with	150	other	Madgermane	labourers	in	1985	to	work	at	the	Lederwaren	Suede	Factory	in	Schwerin,	Mecklenburg.		There,	he	negotiated	with	the	Mozambique	Embassy	to	attend	a	three-year	Visual	Arts	Course	at	the	Russian	&	Germany	Friendship	House	in	Schwerin,	from	1987	to	1989.515	
	Following	their	studies	at	ENAV,	Pompílio	‘Gemuce’	Hilário	(born	1963)	and	Bento	Mukeswane	(1965-1999)	were	sent	with	two	others	to	study	art	in	Kiev	in	1985.		After	a	year	of	language	tuition,	Gemuce	completed	a	BA	in	Fine	Art	at	the	Institute	of	Fine	Arts	of	Kiev,	and	then	an	MFA	at	the	Ukranian	Academy	of	Fine	Arts,	returning	to	Mozambique	in	1993.	516		The	final	Mozambican	art	students	to	take	up	bursaries	through	socialist	networks	were	Carmen	Maria	Muianga	(born	1974)	and	Marcos	Bonifácio	Muthewuye	(born	1972).		Both	students	at	ENAV,	they	were	selected	for	bursaries	by	the	school’s	director	Estela	Texeira,	and	travelled	to	Cuba	to	study	at	the	Instituto	Superior	de	Arte	in	Havana,	from	1991	until	1995.518		Carmen	specialised	in	Printmaking,	and	studied	with	artist	Belkis	Ayón	(1967-99)	and	print-maker	Agustín	Bejerano	(born	1964).		Marcos	recalled	three	Dance	students	from	Mozambique	(Philomena	José,	Augusto	Coveillas	and	Maria	Elena	Pinto)	and	two	Music	students	(Jonathan	Zamba	and	Amelia	Matsinha),	who	also	studied	in	Havana.520		Artists	from	other	African	countries	also	received	training	with	these	programmes.	Many	Angolan	artists	studied	in	Cuba,	including	Jorge	Gumbe	(born	1959),	who	graduated	in	Painting	and	Design	at	the	Escola	Nacional	de	Arte	in	Havana	in	1989,	and	art	historian	Adriano	Mixinge	(born	1968),	who	studied	on	the	island	for	fourteen	years,	ultimately	graduating	in	Art	History	at	the	University	of	Havana	in																																																									514	Machlate,	Interview	with	author,	Windhoek,	Namibia.	515	Pedro	Jeremias	Tembe	(Dito),	interview	with	author,	Maputo,	February	12,	2010.	516	Hilário	(Gemuce),	Interview	with	author,	Maputo,	July	19,	2010.	518	Muianga,	Interview	with	author,	Maputo.	520	Marcos	Bonifácio	Muthewuye,	Interview	with	author,	Maputo,	March	11,	2010.	
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1993.521			Ethiopia	had	a	long	tradition	of	collaboration	with	Russia,	and	art	students	had	travelled	to	Moscow	from	the	1950s.		Geta	Mekonnen	records	that,	between	1961	and	1974,	14	out	of	119	students	enrolled	at	Addis	Ababa	School	of	Fine	Arts	were	sent	to	study	in	Eastern	bloc	countries.522	These	numbers	accelerated	rapidly	under	the	Derg.		Bekele	Mekonnen,	Director	of	the	Art	School	in	Addis,	studied	at	the	Surikov	Academy	in	Moscow	for	six	years,	beginning	in	1987.		He	described	it	as	a	means	of	escape	from	Ethiopia’s	oppressive	political	climate:	
Socialism	wasn’t	that	beautiful	for	people.		It	wasn’t	a	choice	–	it	was	imposed,	
so	you	had	to	tolerate	it…	For	us,	the	youngsters	who	were	thirsty	enough	to	
get	more	education	and	more	civilisation,	especially	higher	education	in	art	…	
you	had	to	go	to	somewhere	to	expose	yourself	and	the	only	narrow	way	of	
access	to	overseas	was	the	Eastern	bloc…	It	was	not	a	destination	by	choice	
for	study,	just	an	exit	to	evacuate’.523
	
Figure	77	Anon.	Ethiopian	art	students	in	Moscow,	1985.	Source:	lissanonline.com																																																									521	Mixinge,	Made	in	Angola:	Arte	Contemporânea,	Artistas	e	Debates.	522	Geta	Mekonnen,	“‘Beauty	and	the	Beast:	Art	and	Dictatorship	in	Socialist	Ethiopia,	1974-1991’	in,”	ed.	Rebecca	Martin	Nagy	(FL:	Harn	Museum,	2007),	31;	See	also	Cowcher,	“From	Pushkin	to	Perestroika:	Art	and	the	Search	for	an	Ethiopian	October.”	523	Bekele	Mekonnen	Director,	Addis	Ababa	School	of	Fine	Arts,	Interview	with	author,	Addis	Ababa,	February	26,	2010.	
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For	Dito	too,	the	GDR	offered	an	escape	from	Mozambique’s	war-ravaged	economy	in	the	mid-1980s.	‘That	was	just	at	the	time	when	things	were	getting	bad,	perhaps	the	worst	time’,	he	recalled:	
the	objective	was	to	go	where	everybody	could	have	food	and	clothes.	I	was	25	
years	old	and	for	young	people	like	me	it	was	very	important	to	have	Levi	
Strauss	jeans	and	go	to	discos.		Those	who	went	to	Germany	said	it	was	very	
nice	because	there	was	music	and	food	and	chicken.	It	wasn't	important	to	
know	what	we	would	do	there,	the	most	important	thing	for	young	people	was	
just	to	leave	the	country…	here	you	could	lose	your	life,	you	could	get	killed…	I	
left,	to	look	for	a	better	life	in	another	country.524		Tisonto	was	enthusiastic	about	going	to	the	USSR:	‘I	was	very	happy’,	he	recalled,	‘because	here	was	a	possibility	to	learn	the	rules.	I	was	always	very	curious	to	know	how	to	make	a	portrait,	like	I	had	seen	in	books	and	magazines…	this	fed	my	curiosity’.525	Likewise,	Cejuma	recalled	his	enthusiasm	for	the	scholarships:	‘by	the	grace	of	God’	he	said	‘I	will	now	be	able	to	go	travelling!’526	Raimundo	remembered	‘I	just	wanted	to	study	abroad	-	I	didn't	mind	where’.527	Gemuce	was	more	hesitant,	recalling	how	in	1985	he	was	sent	against	his	will	to	study	in	Kiev:	‘we	didn’t	choose	to	continue	our	studies	in	the	Soviet	Union	–	it	was	more	like	a	mission	–	say	a	state	mission’.528			Baiane	Langa	described	how	the	Instituto	de	Bolsas	de	Estudo	prepared	the	selected	students	for	their	travels	by	running	a	series	of	information	sessions	and	screening	a	series	of	films	about	life	in	the	USSR:	
Our	knowledge	of	these	countries	wasn’t	very	broad...[but]	we	trained	people	
to	know	what	a	country	would	be	like,	that	it	would	be	cold,	and	that	people	
are	like	this,	and	so	on…	[and]	above	all	to	maintain	a	focus	on	study,	study,	
study!	To	work	hard	and	then	come	back	and	develop	the	country.529																																																										524	Tembe	(Dito),	interview	with	author,	Maputo.	525	Constantino	Júlio	Duce	(Tisonto),	Professor	of	Design	and	Graphics,	ENAV,	Interview	with	author,	Maputo,	March	19,	2010.	526	Matavele	(Cejuma),	Professor	of	Visual	Communication,	ENAV,	Interview	with	author,	Maputo.	527	Macaringue	(Raimundo),	Professor	of	Painting	and	Visual	Education,	ENAV,	Interview	with	author,	Maputo.	528	Hilário	(Gemuce),	Interview	with	author,	Maputo,	July	19,	2010.	529	Langa,	Tecnico,	Instituto	das	Bolsas	de	Estudo,	Ministério	da	Educação	(Institute	of	Scholarships,	Ministry	of	Education),	Interview	with	author,	Maputo.	
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Tisonto	also	recalled	watching	a	film	at	the	Russian	consulate,	about	life	for	students	in	the	USSR,531	and	thinking	‘the	USSR	was	a	powerful	country,	good	for	weapons	and	war,	and	nothing	more…	we	didn't	think	we	would	find	men	who	talked	about	art! Some	people	said	we'd	be	made	into	troops	and	die	there’.533	Cejuma	also	remembered	knowing	very	little	about	the	Soviet	Union,	but	being	eager	to	learn	more	about	their	political	system:	
I	didn’t	know	much	at	all.	I	knew	it	was	a	socialist	country,	which	at	that	time	
was	accumulating	land	across	the	world.	It	was	in	the	time	when	socialism	
was	really	ascendant.		So	I	thought	‘now	I	am	going	to	understand	what	I	had	
only	heard	about’.		I	had	heard	people	say	‘oh	União	Soviética,	the	USSR’	and	I	
thought	‘I	am	going	to	be	there!’	It	was	marvellous.	I	went	there	prepared	
with	the	idea	that	this	country	could	really	teach	me	something.534		
	
Tashkent	1982	On	arrival	in	Moscow	in	1981,	the	seven	Mozambican	students	were	informed	they	would	study	in	Tashkent.	Cejuma	recalled	his	first	impressions	of	the	city:	‘when	we	arrived	there,	it	was	really	good	fun	to	see	how	it	was	in	this	developed	country…	it	was	wonderful	for	us	to	visit	their	museums,	their	spaces.		We	were	really	happy	to	be	there’.535		The	students	were	sent	to	a	preparatory	faculty,	where	they	completed	a	year-long	Russian	language	course	which	Cejuma	described	as	‘very	difficult…it	has	very	heavy	grammar…	in	the	first	year,	we	were	foreigners,	and	in	the	place	where	we	lived	we	didn’t	have	much	connection	with	the	Russians’.536		Similarly,	Tisonto	recalled	that	‘in	the	beginning	we	felt	a	little	lost’.537		After	the	first	year,	Cossa	and	Calisto	returned	to	Moscow,	and	the	other	students	enrolled	at	Tashkent’s	Benkov	Republican	College	of	Art.538		Here,	they	began	to	forge	closer	friendships,	as	Cejuma	recalls	‘when	we	entered	into	the	art																																																									531	Duce	(Tisonto),	Professor	of	Design	and	Graphics,	ENAV,	Interview	with	author,	Maputo.	533	Macaringue	(Raimundo),	Professor	of	Painting	and	Visual	Education,	ENAV,	Interview	with	author,	Maputo.	534	Matavele	(Cejuma),	Professor	of	Visual	Communication,	ENAV,	Interview	with	author,	Maputo.	535	Ibid.	536	Ibid.	537	Duce	(Tisonto),	Professor	of	Design	and	Graphics,	ENAV,	Interview	with	author,	Maputo.	538	Previously	Turkestan	People’s	School	of	Art	(founded	in	1919),	the	School	was	renamed	in	1949	after	artist	Pavel	Petrovitch	Benkov	(1879-1949).	See	Gulsara	Babajanova,	“On	the	History	of	Artistic	Education	in	Uzbekistan,”	San’at	(Art)	1	(2007).	
		
213	
school,	we	got	to	know	them,	and	we	realised	that	we	were	alike’.540		Laura	Adams	has	argued	that,	during	both	Soviet	and	post-Soviet	eras,	Uzbek	national	rhetoric	relied	heavily	on	narratives	of	‘People’s	Friendship’	and	hospitality.541	During	the	Second	World	War,	the	country	had	received	hundreds	of	thousands	of	refugees	and	orphans	from	the	European	Soviet	republics,	including	many	artists	and	cultural	workers	who	would	play	an	important	role	in	the	developing	art	education.		Offering	the	only	higher	level	art	education	in	Central	Asia,	the	city	attracted	students	from	across	the	region,	further	adding	to	its	cosmopolitan	character.542				Although	the	strictest	Marxist-Leninist	approach	held	that	nations,	like	classes,	would	dissolve	with	the	onset	of	communism,543	the	idea	of	the	nation	remained	embedded	in	Soviet	thought	and	the	very	notion	of	a	homogenous	Uzbek	identity	was	in	fact	Soviet	in	origin.		The	region	had	long	been	host	to	diverse	populations,	and	was	occupied	by	three	feudal	city-states	(the	Emirate	of	Bukhara,	and	the	Khanates	of	Khiva	and	Kokand)	and	various	nomadic	ethnic	groups	when	the	current	borders	were	drawn	by	the	USSR	in	1924.544	The	Soviets	approached	the	challenge	of	defining	a	unified	Uzbek	national	identity	from	these	disparate	groups	by	promoting	Stalin’s	notion	of	‘the	construction	of	culture	national	in	form	and	socialist	in	content’.545	As	Adams	demonstrates,	the	creation	of	this	national	culture	was	a	selective	process	which	involved	‘emphasising	elements	that	were	seen	as	exotic	or	socialist,	and	excluding	anything	that	might	be	considered	less	than	progressive,	such	as	religion’.546	As	documented	in	Chapter	Two,	Frelimo	had	undertaken	a	comparable	process	in	Mozambique,	where	regional	and	ethnic																																																									540	Matavele	(Cejuma),	Professor	of	Visual	Communication,	ENAV,	Interview	with	author,	Maputo.	541	Laura	L.	Adams,	The	Spectacular	State:	Culture	and	National	Identity	in	Uzbekistan	(Durham:	Duke	University	Press,	2010),	30.	542	Babajanova,	“On	the	History	of	Artistic	Education	in	Uzbekistan.”	543	David	Chioni	Moore,	“Is	the	Post-	in	Postcolonial	the	Post-	in	Post-Soviet?	Toward	a	Global	Postcolonial	Critique,”	PMLA	(Modern	Language	Association)	116,	no.	1	(January	2001):	122.	544	Adams,	The	Spectacular	State,	35.	545	Yuri	Slezkine,	“The	Fall	of	Soviet	Ethnography,	1928-38,”	Current	Anthropology	32,	no.	4	(1991):	481,	doi:10.1086/203986.	546	Laura	L.	Adams,	“Invention,	Institutionalization	and	Renewal	in	Uzbekistan’s	National	Culture,”	
European	Journal	of	Cultural	Studies	2,	no.	3	(September	1,	1999):	359,	doi:10.1177/136754949900200304.	
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divisions	had	initially	threatened	the	unity	of	the	resistance	movement.547	Ultimately	however,	policy	and	teaching	in	the	Soviet	Uzbek	Republic	promoted	Russian	culture	as	the	exemplary	paradigm,	suggesting	that	‘it	was	the	role	of	the	culturally	superior	Russians	to	bring	the	Uzbeks	forward	so	they	could	join	the	modern	world’.548		The	Soviet	Union	rhetorically	avoided	the	obvious	contradictions	between	its	anti-colonial	rhetoric	and	its	territorial	ambitions	by	declaring	itself	‘a	multi-layered	“voluntary”	union	of	republics’,549	as	opposed	to	an	empire.		In	many	respects	the	Soviet	Union’s	brand	of	colonialism	was	significantly	different	to	European	models,	for	example,	suggests	Adams,	in	terms	of	the	large-scale	development	programmes	initiated	in	the	Soviet	Republics.550	Nevertheless,	the	state’s	promotion	of	a	cultural	hierarchy	which	privileged	the	metropole’s	modes	of	production	over	those	of	the	periphery	also	bears	remarkable	resemblance	to	the	colonial	discourses	of	Portuguese	superiority	which	permeated	Malangatana’s	early	schooling.		Both	promoted	a	form	of	nationalism	characterised	by	Benedict	Anderson	as	‘official	nationalism’,	a	homogeneity	imposed	from	above	through	state	action,	of	which	‘Russification’	was	paradigmatic.551		
Curricula		In	1982,	Cejuma	and	his	Mozambican	colleagues	enrolled	on	a	course	in	‘Design	and	Graphics’,	with	a	specialism	in	graphics,	and	studied	techniques	of	realist	painting	and	graphic	design	under	the	supervision	of	painter	and	graphic	designer	Victor	Alexei	Lebedev.			Initially	these	techniques	presented	the	Mozambican	students	with	a	major	challenge,	as	the	disparity	in	their	art	education	became	apparent:																																																										547	Simpson,	“Foreign	and	Domestic	Factors	in	the	Transformation	of	Frelimo,”	311.	548	Adams,	The	Spectacular	State,	38.	549	Moore,	“Is	the	Post-	in	Postcolonial	the	Post-	in	Post-Soviet?	Toward	a	Global	Postcolonial	Critique,”	122.	550	Adams,	“Invention,	Institutionalization	and	Renewal	in	Uzbekistan’s	National	Culture,”	333.	551	Anderson,	Imagined	Communities:	Reflections	on	the	Origin	and	Spread	of	Nationalism,	83;	See	also	Partha	Chatterjee,	Nationalist	Thought	and	the	Colonial	World:	A	Derivative	Discourse?	(Zed,	1986),	20.	
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When	we	arrived	there	we	didn’t	have	the	processes	which	the	Russians	had	
been	learning	since	crèche	…	I	remember	the	professor	there,	with	my	first	
work,	he	said	‘you	know	nothing	-	you	are	at	zero	-	I	don’t	know	how	I	am	
going	to	work	with	you’.552			‘We	felt	very	depressed’,	Cejuma	recalled,	‘but	in	us	there	was	a	bigger	will	to	work.’	Tisonto	similarly	recalled	feeling	‘behind’	his	Russian	classmates	at	the	start	of	the	year:	
When	the	bursary	started,	I	was	at	point	zero	in	comparison	to	the	Russians.	
Because	the	Russians	learnt	design	from	infancy,	and	had	grown	up	knowing	
how	to	draw,	to	work	with	watercolours,	gouache,	clay…	when	we	came	here	
we	didn't	know	how	to	hold	a	brush,	we	were	completely	lost.	We	were	very	
thankful	for	the	gestures	of	our	professors	in	the	USSR,	who	showed	us	in	their	
free	time,	how	to	rise	up	to	the	level	of	the	others.553		
	The	students	spent	their	first	year	at	the	Institute	observing	the	Russian	students	and	practising	techniques	of	colour	mixing	and	painting.			Cejuma	remembered:	
By	the	end	of	the	first	year	we	understood	how	these	processes	worked…	it	
took	the	greatest	effort	for	us	to	get	there…	but	by	the	second	year	we	were	
much	closer	to	the	Russians	in	terms	of	how	we	worked…	by	the	third	year	
there	really	was	no	difference	in	design	or	in	painting	–	we	were	totally	
equal.554			Tisonto	also	recalled,	with	satisfaction,	that	they	eventually	achieved	technical	equality	with	the	other	students:	‘by	the	end	of	the	course,	it	was	difficult	to	say	this	one	here	is	African,	this	one	here	is	European,	or	this	one	here	is	Mozambican,	that	one	there	is	Soviet’.555		Nevertheless,	he	recalls,	the	Director	of	the	Art	School	had	teased	them:	 
He'd	say	to	me	'Constantino,	do	you	know	that	I	have	already	observed	people	
from	many	different	nationalities	here	-	we	have	Uzbeks,	we	have	Tajiks,	and	
so	on.	All	of	them,	when	they	draw	Lenin,	out	comes	a	Tajik	Lenin	or	an	Uzbek	
Lenin!	Now	I'm	going	to	see	how	you	draw	a	Lenin	-	your	Lenin	-	a	black	
Lenin!’	He	was	joking	and	of	course	we	didn't	do	that!556																																																									552	Matavele	(Cejuma),	Professor	of	Visual	Communication,	ENAV,	Interview	with	author,	Maputo.	553	Duce	(Tisonto),	Professor	of	Design	and	Graphics,	ENAV,	Interview	with	author,	Maputo.	554	Matavele	(Cejuma),	Professor	of	Visual	Communication,	ENAV,	Interview	with	author,	Maputo.	555	Duce	(Tisonto),	Professor	of	Design	and	Graphics,	ENAV,	Interview	with	author,	Maputo.	556	Ibid.	
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	The	Tashkent	syllabus	included	an	element	of	Art	History,	the	majority	of	which	also	focused	on	the	history	of	Russian	Socialist	Realist	painting.		Raimundo	recalled	this	bias	in	the	curriculum:		
It	was	like	the	USSR	was	the	entire	world!	557	They	didn't	even	know	where	
Africa	was.	We	only	studied	Russian	artists,	the	ones	they	had	consecrated,	
not	the	others.	The	Minister	of	Culture	in	Moscow	had	said	we	need	to	study	
their	portraiture,	their	history,	their	artists.	The	Uzbek	artists	weren't	
considered	important	to	them,	because	they	were	a	republic,	inside	the	USSR,	
so	they	said	no	we	don't	need	to	study	their	art.558				Both	artists	recall	being	influenced	by	the	work	of	Ukrainian	artist	Ilya	Repin	(1844-1930),	whose	work	was	often	cited	as	a	model	for	Socialist	Realist	artists	to	follow.		Cejuma	also	cited	Russian	painters	Ivan	Xixkin	and	Wassily	Kandinsky,	as	well	as	Leonardo	da	Vinci,	whose	work	he	had	seen	during	a	visit	to	The	State	Hermitage	Museum	in	Leningrad.		He	also	owned	a	large	book	of	Russian	exhibition	posters,	which	he	often	turned	to	for	inspiration:	‘It	helped	me	a	lot	in	terms	of	realising	the	different	manners	in	which	posters	could	be	designed.	There	was	definitely	a	big	influence	from	Russian	posters,’	559	he	recalled.			On	April	23rd	1932,	when	the	Central	Committee	of	the	CPSU	issued	a	decree	disbanding	all	existing	artistic	groups	in	favour	of	artists’	unions,	the	Soviet	state	
																																																								557	A	lack	of	global	perspective	had	caused	problems	in	Soviet	bursary	programmes	from	the	start.	In	September	1928,	four	African-American	students	presented	a	petition	to	the	Comintern,	complaining	that	living	conditions	in	the	University	were	“unendurable”,	and	that:	the	PROGRAMME	OF	STUDY	is	not	entirely	suited	to	the	ideological	needs	of	students	from	Western	countries.	There	is	no	course	treating	of	American	Imperialism	as	such	or	of	the	American	labour	movement,	nor	touching	in	any	way	upon	the	conditions	of	Negroes	internationally’.	McClellan	records	that	the	ninety-eight	strong	founding	faculty	of	KUTV	offered	courses	in	Marxism-Leninism,	Historical	Materialism,	Bolshevik	History,	Mathematics,	Economic	Geography,	Russian	language	and	the	“National	and	Colonial	Question”,	but	knew	little	about	the	non-Soviet	world.	In	response	to	the	students’	petition,	the	International	Lenin	School,	at	which	African	and	African	American	KUTV	students	were	required	to	attend	courses,	created	a	special	section	(“Section	9”)	for	black	students	and	initiated	short	courses	on	Imperialism	and	the	“Negro	question”.	See	McClellan,	“Africans	and	Black	Americans	in	the	Comintern	Schools,	1925-1934,”	375;	and	McClellan,	“Black	Hajj	to	Red	Mecca:	Africans	and	Afro-Americans	at	KUTV	1925	-	1938,”	66.	558	Macaringue	(Raimundo),	Professor	of	Painting	and	Visual	Education,	ENAV,	Interview	with	author,	Maputo.	559	Matavele	(Cejuma),	Professor	of	Visual	Communication,	ENAV,	Interview	with	author,	Maputo.	
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effectively	inaugurated	a	centralised	approach	to	cultural	production,560	an	approach	with	parallels	to	Frelimo’s	‘Cultural	Offensive’	in	the	early	years	of	Mozambican	independence.	The	somewhat	vague	terms	of	Socialist	Realism,	which	determined	that	art	must	be	‘realistic	in	form	and	socialist	in	content’,561	were	outlined	at	the	first	Congress	of	the	Soviet	Writer’s	Union	in	1934	and	subsequently	expanded	to	include	all	arts,	including	the	visual	arts.	The	criteria	by	which	Socialist	Realism	was	defined	fluctuated	over	time,	tightening	dramatically	under	Stalin,	softening	after	his	death	in	1952	and	then	becoming,	suggests	Groys,	a	‘stage	on	which	the	struggle	against	censorship	was	played	out’.562		By	the	1970s,	young	artists	in	Moscow	such	as	Ilya	Kabakov	and	Erik	Bulatov	were	increasingly	challenging	the	boundaries	of	permissible	visual	practice,	but	the	authorities	continued	to	suppress	non-confirming	artists,	the	KGB	allegedly	murdering	Ukranian	painter	Alla	Horska	in	1970	and	convicting	her	husband	of	the	crime	after	she	had	signed	a	letter	to	the	Party	calling	for	increased	artistic	freedom.563		Raimundo	remembered	strict	aesthetic	parameters	in	the	Tashkent	school:		
We	couldn't	just	draw	in	any	manner,	any	composition.		When	we	arrived,	we	
were	taught	not	to	work	in	an	abstract	way.		It	wasn't	worth	the	trouble	to	do	
this.		I	don't	know	what	would	have	happened.	If	you	wanted	to	represent	
animals,	you	had	to	show	animals,	you	couldn't	show	anything	else.564					Nevertheless,	by	the	time	the	bolseiros	had	arrived	in	Tashkent	in	1981,	the	foundations	of	Socialist	Realism,	like	those	of	the	Soviet	state,	were	in	the	process	of	disintegrating.		The	death	of	Brezhnev	in	November	of	that	year	marked	a	turning	point	in	Soviet	policy,	and	the	increased	honesty	permitted	under	Gorbachev’s	perestroika	opened	opportunities	for	artists	to	engage	with	religious	subjects	and	a	greater	degree	of	social	critique.565	Cejuma	suggests	that	his	teachers	allowed	him	freedom	over	his	style	and	subject	matter,	and	that	he	had	made	a	number	of	abstract	works	during	his	studies.	‘I	could	make	whatever	kind																																																									560	Matthew	Cullerne	Bown,	Socialist	Realist	Painting	(Yale	University	Press,	1998),	134.	561	Groys,	Art	Power,	141.	562	Ibid.,	148.	563	Bown,	Socialist	Realist	Painting,	458.	564	Macaringue	(Raimundo),	Professor	of	Painting	and	Visual	Education,	ENAV,	Interview	with	author,	Maputo.	565	Bown,	Socialist	Realist	Painting,	461.	
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of	poster	I	wanted	to…	we	could	also	work	in	an	abstract	way,’	he	recalls,	‘but	I	liked	realism...	I	really	wanted	to	make	something	that	looked	real’.566	However,	whilst	Cejuma	suggested	that	the	Institute’s	students	‘could	work	in	any	way,	any	style…	you	choose	the	theme’,567	it	was	inconceivable	for	him	that	this	theme	might	include	social	or	political	critique:	
it	would	have	been	complicated	to	do	that…	if	it	was	a	critical	work,	they	
wouldn’t	have	accepted	it...	It	would	have	very	painful	consequences.	It	would	
have	been	a	real	shock	that	people	had	those	beliefs…	Nobody	ever	spoke,	
because	they	had	a	very,	very	deep	system	of	communication.		People	were	
very	afraid...	There	were	people	who	would	have	felt	this	inside,	but	it	was	
very	difficult	to	express	it.568			The	apparent	contradictions	in	Cejuma’s	assessment	of	his	creative	freedom	in	Tashkent	reveal	much	about	the	nature	of	censorship	in	the	Uzbek	republic,	and	suggest	that	state	ideology	had	been	assimilated	to	the	point	that	overt	censorship	was	rendered	unnecessary.		As	Laura	Adams	demonstrates,	state	control	over	the	arts	was	welcomed	as	a	means	of	safeguarding	Uzbekistan’s	cultural	standards	against	the	degradations	of	popular	culture;	thus	‘censorship	was	embraced	as	the	guarantor	of	stable	values	and	a	constructive	humanism’.569	The	assimilation	of	censorship	under	late	state	socialism	is	also	explored	by	Miklós	Haraszti,	who	argues	that	whilst	‘traditional	censorship	presupposes	the	inherent	opposition	of	creators	and	censors,	the	new	censorship	strives	to	eliminate	this	antagonism.		The	artist	and	censor	–	the	two	faces	of	official	culture	–	diligently	and	cheerfully	cultivate	the	gardens	of	art	together’.570		The	bolseiros	in	other	Eastern	bloc	art	colleges	also	received	rigorous	technical	training	in	realist	painting.		Mekonnen	described	his	training	at	the	Surikov	Academy	as	‘a	replica	of	the	Florentine,	Vasari	school…	based	on	life	model	drawing	and	painting,	intensively…	there	was	no	critical	analysis,	just	technical	training…	the	old	professors	were	cultivated	in	a	conservative	academy,	most	of																																																									566	Matavele	(Cejuma),	Professor	of	Visual	Communication,	ENAV,	Interview	with	author,	Maputo.	567	Ibid.	568	Ibid.	569	Adams,	The	Spectacular	State,	156.	570	Miklós	Haraszti,	The	Velvet	Prison:	Artists	under	State	Socialism	(London:	Penguin,	1989),	7.	
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them	socialist	realists’.571	In	Kiev	in	the	early	1990s,	Gemuce’s	Art	History	classes	were	also	closely	focused	on	Socialist	Realism.	‘They	taught	Soviet	history,	Ukrainian	History,	psychology,	aesthetics,	ethics,	Russian	art	history	and	European	art	history’,	he	recalled	‘but	of	course	the	focus	was	on	Socialist	Realism’.572	By	contrast,	Dias	Machlate’s	History	of	Art	classes	in	Dresden	covered	Greek,	Egyptian	and	Byzantine	art,	with	only	a	very	cursory	mention	of	Russian	art.	He	undertook	a	year’s	training	in	anatomy	at	a	medical	school,	where	he	remembered	studying	the	skeletal	remains	of	World	War	II	victims.573		Encouraged	by	his	lecturers,	he	then	carried	out	research	about	African	art	in	Dresden	library	and	Museum,	and	received	permission	to	access	records	dating	to	the	Fascist	period.	‘I	was	encouraged	to	go	deep	into	African	roots’,574	he	recalled.	He	began	researching	Benin	brass	casting	traditions	and	was	inspired	to	learn	bronze	casting	and	ceramic	techniques	at	the	college.	
	Carmen	and	Marcos’	training	in	Cuba	took	a	much	more	experimental	approach.		Che	Guevara	had	openly	criticised	Soviet	Socialist	Realism	in	1965,	and	as	David	Craven	has	shown,	Castro’s	support	for	abstract	and	semi-abstract	artists	such	as	René	Portocarrero	(1912-1985)	had	horrified	the	Soviets.575	Arriving	shortly	after	the	withdrawal	of	Soviet	funding	in	1991	had	plunged	the	island	into	the	‘Special	Period’,	both	students	recalled	their	shock	at	finding	conditions	on	a	par	with	what	they	had	left	in	Mozambique.	Working	during	this	time	of	shortage,	staff	at	ISA	encouraged	students	to	work	with	whatever	materials	they	had	to	hand.	Muthewuye	recalls:	‘I	went	to	a	country	which	didn’t	have	conditions	for	making	art	and	I	learned	how	to	make	art.	I	realised	it	is	always	possible	to	make	art’.576			The	students	described	how	their	History	of	Art	classes	at	ISA	took	a	militantly	global	perspective,	reflecting	the	logic	of	the	Havana	Bienniale’s	Tricontinental																																																									571	Mekonnen	Director,	Addis	Ababa	School	of	Fine	Arts,	Interview	with	author,	Addis	Ababa.	572	Hilário	(Gemuce),	Interview	with	author,	Maputo,	July	19,	2010.	573	Machlate,	Interview	with	author,	Windhoek,	Namibia.	574	Ibid.	575	David	Craven,	Art	and	Revolution	in	Latin	America,	1910-1990,	New	edition	edition	(New	Haven,	Conn.;	London:	Yale	University	Press,	2006),	75.	576	Muthewuye,	Interview	with	author,	Maputo.	
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internationalism	and	rejection	of	Euro-centrism.		Carmen	remembered	studying	‘Latin	American	art,	the	Mayas,	the	Incas,	the	history	of	African	art,	Egypt,	maybe	the	art	of	the	Congo	(all	of	these	points	made	a	triangle)…	We	also	talked	about	Contemporary	Art,	installation,	and	performance’.578		Marcos	observed	a	huge	appetite	for	African	themes	in	Cuban	art,	which	had	been	fostered	in	particular	by	painter	Wifredo	Lam	(1902-1982).	‘We	talked	a	lot	about	‘subaltern	culture’,	and	they	had	started	to	see	African	culture	and	their	own	black	people	as	an	important	part	of	the	country’,	he	recalled.		This	perspective	encouraged	Marcos	to	look	back	to	Africa	for	inspiration,	but	with	reservations	about	the	‘burden	of	representation’:	
I	learnt	there	to	discover	my	Africa	–	I	discovered	the	artistic	potential	of	my	
roots	when	I	was	in	Cuba.	I	started	to	see	how	the	Cubans	would	‘drink’	from	
their	ancestral	roots,	from	their	African	roots…	They	didn’t	know	anything	of	
Africa	–	their	Africa	was	a	cultural	memory.	I	said,	‘OK	I’m	African	but	I	don’t	
want	to	just	be	in	that	closed	space…	I	am	also	other	things	–	I	don’t	only	want	
to	talk	about	Africa!’579			Marcos	shared	with	me	images	of	his	work	from	this	period,	including	a	bust	of			
																																																								578	Muianga,	Interview	with	author,	Maputo.	579	Muthewuye,	Interview	with	author,	Maputo.	
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Figure	78	Marcos	Muthewuye	Luz	Viva	(Che	Guevara)	1999,	Ceramic	
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Figure	79	Marcos	Muthewuye	Shetani	1995,	Ceramic	
Figure	80	Marcos	Muthewuye	Mascara	Performance	object,	2000.	Collection	MNA,	Maputo		
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Figure	81	Marcos	Muthewuye	Natureza	Morta	Performance,	Havana.	1998	Image	courtesy	
Marcos	Muthewuye	
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	Che	Guevara.	(Figure	78:	‘It	was	a	bust	to	appreciate	him.		It	was	an	artistic	thing.	It	wasn’t	a	political	thing’.580)	He	explained	how	he	had	drawn	on	both	Mozambican	and	African-Cuban	traditions	in	works	such	as	a	1995	series	of	ceramics	depicting	Makonde	shetani	spirits	and	Santeria	spirit	vessels	(Figure	79)	and	a	series	of	performances	drawing	on	Santeria	possession	rituals.		In	Natureza	Morta	(Figure	80-81,	Still	Life	1996-8,)	Marcos	performed	in	a	Makonde	lipiko	helmet	mask	made	from	discarded	beer	cans,	an	irreverent	constellation	of	alcohol,	local	tradition	and	commodities	that	would	have	offered	a	profound	counterpoint	to	the	puritanical	universalism	of	Frelimo’s	early	policies.		Whilst	the	bolseiros	were	immersed	in	the	aesthetic	and	social	implications	of	Cuban	and	late	Soviet	socialism,	political	education	only	formed	a	minor	element	of	the	syllabus	in	the	art	schools.		Cejuma	and	his	colleagues	recalled	taking	general	disciplines	including	History,	Chemistry,	Mathematics,	Physics,	further	Russian	language,	but	devoting	the	majority	of	their	time	to	technical	training.		The	relative	lack	of	political	education	in	the	Soviet	programmes	can	be	traced	back	to	the	1960s,	when	they	had	come	under	increasing	attack	over	the	ideological	emphasis	of	the	teaching	for	African	students.	Kenyan	student	Nicholas	Nyangira,	who	had	studied	in	Baku	had	complained	to	The	New	York	Times	in	1965	that	‘we	hardly	learned	any	other	subject	apart	from	the	Russian	language	and	Marxism	and	Leninism’.582	He	and	a	group	of	eighty-four	other	students,	incensed	by	poor	living	conditions	and	this	‘Communist	indoctrination…	and	pressure	exerted	on	us	to	join	political	movements’,	had	occupied	Baku	railway	station	for	nine	days,	demanding	to	be	taken	to	Moscow	to	have	their	case	for	curriculum	change	heard.	They	were	eventually	herded	onto	a	plane	back	to	Kenya.	He	later	
																																																								580	Ibid.	582	Nyangira	went	on	to	relate	cases	of	racist	harassment	experienced	by	African	students	in	Baku,	and	recounted	that	'if	a	student	disagreed	with	Comrade	Lenin's	writings,	his	teacher	tried	very	hard	to	trace	the	student’s	family	background….	We	failed	to	understand	why	this	was	necessary’,	Nicholas	Nyangira,	“Africans	Don’t	Go	to	Russia	to	Be	Brainwashed,”	The	New	York	Times	Magazine	16,	no.	5	(1965):	62.	
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recalled	‘we	were	uncertain	whether	we	had	been	chosen	to	learn	or	to	be	trained	as	Communists’.583			Pre-empting	such	complaints,	Khrushchev	had	addressed	the	inaugural	ceremonies	of	the	Lumumba	University	on	17	November	1960:	
Of	course,	we	will	not	force	any	student	to	accept	our	views,	our	ideology.	A	
philosophy	of	life	is	an	extremely	voluntary	matter.	If	you	wish	to	know	my	
political	convictions,	I	will	not	hide	the	fact	from	you	that	I	am	a	Communist	
and	am	deeply	convinced	that	the	most	progressive	ideology	is	Marxism-
Leninism.	If	any	one	of	you	becomes	convinced	that	you	favour	this	ideology,	
we	will	not	be	offended.	However,	we	will	not	be	grieved	if	you	do	not	become	
Communists	.	.	.	I	repeat	that,	if	anyone	of	you	becomes,	so	to	say,	sick	with	this	
'illness'	of	the	times—Communism—I	beg	you	not	to	blame	it	on	us.584		Following	Khrushchev’s	promises,	courses	in	Marxism-Leninism	were	officially	made	optional.	Foreign	students	would	spend	their	first	year	studying	Russian	language	before	continuing	to	regular	courses.585	While	KUTV	had	aimed	to	train	party	cadres	in	ideological	terms,	the	latter	waves	of	scholarships	became	more	oriented	to	cementing	bilateral	relations	with	strategically	important	states	in	the	face	of	US	ambitions.	Premier	Kosygin	articulated	this	sentiment	in	his	address	to	the	first	graduating	class	of	the	Patrice	Lumumba	Friendship	University	in	1965,	saying:	‘We	would	like	the	University	graduates	forever	to	remain	our	friends,	to	become	the	bearers	of	an	inviolable	friendship	between	their	peoples	and	the	peoples	of	the	first	country	of	socialism’.587		
Friendship	The	anti-racist	stance	of	the	Soviet	Union	was	proudly	promoted	in	official	discourse	and	influenced	policy	such	that	foreign	students	at	the	Universities	enjoyed	preferential	treatment	(including	superior	rooms,	private	tuition,	extra																																																									583	Ibid.,	64.	584	Kanet,	Roger	E,	ed,	“African	Youth:	The	Target	of	Soviet	African	Policy”,	Russian	Review	27,	no	2,	April	1968,	p	169.	585	From	1960,	students	at	Lumumba	University	could	choose	between	six	fields:	Education;	Agriculture;	Medicine;	Physics,	Mathematics	and	Natural	Sciences;	Economics	and	Law;	and	History	and	Philology.	587	Barghoorn,	“Soviet	Cultural	Effort”,	1969,	p	166.	
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clothing	and	travel	allowances)	and	any	students	who	expressed	racial	prejudice	faced	expulsion	from	the	school	and	the	Party.588		However,	black	students	often	complained	that	Russians	treated	them	with	excessive	paternalism,	a	reception	which	had	already	been	described	by	Homer	Smith	in	1931	as	‘racial	inequality	in	reverse’.589	Maxim	Matusevich	attributes	this	overbearing	xenophilia	to	a	combination	of	enthusiasm	for	party	rhetoric,	a	lack	of	knowledge	about	Africa	and	a	fear	of	reprisal	for	racism.	590	Following	a	number	of	protests	in	the	1960s,591		however,	the	African	students	were	also	accused	of	subversion,	and	blamed	for	an	influx	of	‘degenerate’	aesthetics	including	jazz	music.		Matusevich	terms	the	ambiguous	status	of	African	students	as	both	objects	of	fascination	and	symbols	of	dissent	against	official	Soviet	culture,	the	‘exotic	subversive’.	592			The	Mozambican	art	students	described	to	me	many	examples	of	the	fascination,	friendships,	and	occasional	hostility	they	encountered	during	their	studies.	Raimundo,	for	example,	remembered	an	encounter	during	the	three-day	train	journey	which	took	them	to	Tashkent:	
																																																								588	Dias	Machlate	remembered	how	the	Stasi	were	similarly	vigilant	to	such	violations	in	Dresden,	“the	town	of	optics”.	In	one	incident,	he	was	sprayed	with	water	from	an	upstairs	window,	while	shopping	for	vegetables.	“The	police	came	within	five	minutes	and	arrested	the	man...	They	forced	him	to	come	to	my	house	and	apologise,	and	he	went	one	year	without	a	bonus	at	the	company	where	he	worked”.	Machlate,	Interview	with	author,	Windhoek,	Namibia.	589		Homer	Smith	1964	Black	Man	in	Red	Russia:	A	Memoir	cf	Maxim	Matusevich,	“‘An	Exotic	Subversive:	Africa,	Africans	and	the	Soviet	Everyday,’”	Race	&	Class	9,	no.	4	(2008):	66.	590	Matusevich,	“‘An	Exotic	Subversive:	Africa,	Africans	and	the	Soviet	Everyday’”;	See	also	Maxim	Matusevich,	“Probing	the	Limits	of	Internationalism:	African	Students	Confront	Soviet	Ritual,”	
Anthropology	of	East	Europe	Review	27,	no.	2	(2009):	19–39	and;	Maxim	Matusevich,	ed.,	Africa	in	
Russia,	Russia	in	Africa:	Three	Centuries	of	Encounters	Trenton	(NJ:	Africa	World	Press,	2007).	591	These	protests	were	mostly	in	response	to	racially	motivated	attacks	against	African	students,	including	the	violent	death	of	Ghanaian	medical	student	Edmond	Asare-Addao,	which	in	1963	prompted	the	largest	unofficial	protest	since	1927,	when	up	to	500	students	marched	on	the	Kremlin	demanding	a	bill	of	rights	for	African	students	and	holding	placards	reading	“friend	today,	devil	tomorrow”	and	“Moscow,	a	second	Alabama”.	See	Allison	Blakely,	Russia	and	the	Negro:	Blacks	
in	Russian	History	and	Thought	(Washington	DC:	Howard	University	Press,	1986),	135;	Abigail	Judge	Kret,	“‘We	Unite	with	Knowledge’:	The	Peoples’	Friendship	University	and	Soviet	Education	for	the	Third	World,”	Comparative	Studies	of	South	Asia,	Africa	and	the	Middle	East	33,	no.	2	(2013):	239–56	and;	Julie	Hessler,	“Death	of	an	African	Student	in	Moscow,”	Cahiers	du	monde	russe.	Russie	-	
Empire	russe	-	Union	soviétique	et	États	indépendants	47,	no.	47/1-2	(June	1,	2006):	33–63.	592	Matusevich,	“‘An	Exotic	Subversive:	Africa,	Africans	and	the	Soviet	Everyday,’”	69–71.	See	also	Matusevich,	Maxim	“Testing	the	Limits	of	Soviet	Internationalism:	African	Students	in	the	Soviet	Union”	Race,	Ethnicity	and	the	Cold	War	Muehlenbeck,	Philip	E,	ed,	Nashville:	Vanderbilt	University	Press,	2012,	pp	145-165.	
		
227	
I	entered	the	compartment,	and	in	it	were	some	'nativos',	some	Asians,	who	
had	never	seen	a	black	man.	So	they	left!	All	of	them!	They'd	seen	black	people	
in	television,	from	the	US	or	South	Africa,	but	when	they	saw	a	living	black	
man	they	ran	away!	So	I	was	left	in	the	compartment	on	my	own…	during	the	
journey,	many	of	them	came	to	look,	to	see	if	I	was	real!	They	were	curious	
about	many	things,	like	my	hair	-	they	asked	if	I	put	it	in	rollers!593			The	Tashkent	students	all	described	how	the	Russians’	and	Uzbeks’	curiosity	developed	into	close	friendships:	‘we	got	used	to	their	curiosity	to	have	Mozambican	friends’	said	Tisonto,	‘they	brought	us	to	their	houses,	and	their	families	welcomed	us’.595	Cejuma	remembered:		
they	were	so	curious	about	Mozambique…they	would	always	ask	us	about	
bananas	and	coconuts!..We	were	curious	about	snow…	We	had	a	lot	of	good	
friends…	the	Russians	became	like	brothers,	although	the	Uzbek	Muslims	were	
a	bit	more	reserved.	Our	professors	were	great	friends	–	we	went	to	the	
ateliers	where	they	worked	–	we	would	stay	the	whole	day	there,	talking,	
eating,	and	drinking.	People	cried	when	we	left.	They	hadn’t	believed	that	one	
day	we	would	go.	596	598				The	intensely	international	character	of	the	bursary	programmes	opened	possibilities	for	a	broad	global	community.		Mekonnen,	for	example,	recalled	making	friends	from	Bengal,	Nepal,	Tibet,	Colombia,	Peru,	and	Bolivia,	and	Gemuce	remembered	Filipino	and	Latin	American	friends.599		The	bolseiros	also	developed	close	relationships	with	the	other	African	students	in	Tashkent.		Tisonto	had																																																									593	Macaringue	(Raimundo),	Professor	of	Painting	and	Visual	Education,	ENAV,	Interview	with	author,	Maputo.	595	Duce	(Tisonto),	Professor	of	Design	and	Graphics,	ENAV,	Interview	with	author,	Maputo.	596	Matavele	(Cejuma),	Professor	of	Visual	Communication,	ENAV,	Interview	with	author,	Maputo.	598	The	later	cohort	of	students	recalled	a	much	more	hostile	reception	in	the	post-perestroika	period.	Dias	noticed	a	radical	change	in	these	attitudes	after	the	fall	of	the	Berlin	Wall,	remembering	cases	when	“foreigners	were	thrown	out	of	moving	trains”.	Machlate,	Interview	with	author,	Windhoek,	Namibia;	In	Kiev,	Gemuce	was	subject	to	a	violent,	racist	attack	at	a	railway	station.	He	described	a	bleak	atmosphere:	“It	was	very	grey,	very	cold…	I	think	people	were	very	cold,	in	the	way	they	spoke	to	you…	You	felt	as	if	you	were	from	very	far	away	because	they	looked	at	us	in	a	different	way.	You”d	ask	for	something	and	they	were	very	polite,	they	tried	to	be	friendly…	But	they’d	exaggerate	the	way	they	were	being	polite...	I	had	some	very	good	friends,	but	in	general,	they	were	not	friendly…	Russia	was	getting	into	collapse	and…	foreigners	were	seen	as	the	community,	the	people	who	were	stealing	jobs,	or	who	had	brought	a	different	style	of	living.	They	had	that	ambition	to	have	nice	clothes	–	nice	jeans,	nice	jacket	–	all	these	things.	They	were	confronted	with	all	these	things	and	they	didn’t	like	it.	There	was	really	racism	–	I	felt	it	in	my	skin.	But	also	there	was	a	lot	of	ignorance’.	Hilário	(Gemuce),	Interview	with	author,	Maputo,	July	19,	2010.	599	Hilário	(Gemuce),	Interview	with	author,	Maputo,	July	19,	2010;	Mekonnen	Director,	Addis	Ababa	School	of	Fine	Arts,	Interview	with	author,	Addis	Ababa.	
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friends	from	Angola,	Guinea	Bissau,	Cape	Verde,	Algeria,	Tunisia,	Mali	and	Nigeria,	and	described	how	this	community	of	African	students	would	meet	in	secret,	on	arranged	dates.		As	new	students	arrived	from	Africa,	they	would	help	them	settle:		
In	each	year	more	arrived,	so	the	old	ones	received	the	new	ones	from	our	
country,	Mozambique,	and	introduced	them	to	the	other	students,	from	
Algeria,	Nigeria,	Tunisia.	We	always	had	this	type	of	exchange	between	us.	
Not	just	art	students	-	all	types	of	students.601		The	strongest	bond	however,	developed	between	the	Mozambican	bolseiros	themselves.	‘It	wasn't	easy,	when	we	were	there,	out	of	our	own	country’,	remembered	Raimundo:		
everyone	had	left	home	to	come	there.		There	I	was	‘Mozambican’,	it	was	like	
we	all	had	the	same	surname…	if	things	weren't	easy,	if	I	needed	anything,	like	
food	or	water,	they	were	there…	That	union	of	solidarity	was	a	good	thing…	If	
you	needed	some	blue	paint…	they	would	give	it,	among	Mozambicans.		We	
didn't	have	the	same	closeness	with	other	nationalities…	it	wasn't	easy	to	be	
different	in	that	society.602				Tisonto	remembers	‘we	were	there	at	the	same	time,	in	the	same	room,	we	shared	the	same	jokes!’603	‘Yes,	we	were	like	a	family,	like	brothers’,604	recalled	Cejuma.		Together	they	would	discuss	plans	for	their	return	to	Mozambique.		Baiane	Langa	described	to	me	how	bolseiros	often	formed	associations:	
…	there	were	extra-curricular	meetings…		The	groups	of	students	from	abroad	
liked	to	organise,	and	enjoyed	talking	about	political	things…	about	FRELIMO,	
about	independence,	saying	‘when	we	return	we	need	to	rebuild	our	country’.		
It	was	an	important	kind	of	organisation	for	those	outside	the	country605			
 	 																																																									601	Duce	(Tisonto),	Professor	of	Design	and	Graphics,	ENAV,	Interview	with	author,	Maputo.	602	Macaringue	(Raimundo),	Professor	of	Painting	and	Visual	Education,	ENAV,	Interview	with	author,	Maputo.	603	Duce	(Tisonto),	Professor	of	Design	and	Graphics,	ENAV,	Interview	with	author,	Maputo.	604	Matavele	(Cejuma),	Professor	of	Visual	Communication,	ENAV,	Interview	with	author,	Maputo.	605	Langa,	Tecnico,	Instituto	das	Bolsas	de	Estudo,	Ministério	da	Educação	(Institute	of	Scholarships,	Ministry	of	Education),	Interview	with	author,	Maputo.	
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Figure	82	Celestino	Matavele	25	de	Junho,	Airbrushed	poster.	Tashkent	State	Institute	of	the	
Arts	Degree	Show	1986.	Photograph	courtesy	Celestino	Matavele	
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Figure	83	Celestino	Matavele	Partido	Frelimo	/	Frelimo	Party,	Airbrushed	poster.	Tashkent	
State	Institute	of	the	Arts	Degree	Show	1986.	Photograph	courtesy	Celestino	Matavele	
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Figure	84	Celestino	Matavele	A	Nova	Vida	/	The	New	Life	Airbrushed	poster.	Tashkent	State	
Institute	of	the	Arts	Degree	Show	1986.	Photograph	courtesy	Celestino	Matavele	
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Figure	85	Celestino	Matavele	PAZ	Airbrushed	poster.	Tashkent	State	Institute	of	the	Arts	
Degree	Show	1986.	Photograph	courtesy	Celestino	Matavele	
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Figure	86	Celestino	Matavele	A	Luta	Pela	Paz	(The	Fight	for	Peace),	Airbrushed	poster.	
Tashkent	State	Institute	of	the	Arts	Degree	Show	1986.	Photograph	courtesy	Celestino	
Matavele	
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Tashkent	1986	Following	the	teachers’	initial	assessment	of	their	work	as	‘level	zero’,	Cejuma,	Tisonto	and	Raimundo	all	described	the	intense	labour	they	undertook	to	reach	the	‘Russian’	benchmark.		That	Cejuma’s	final	degree	works	were	awarded	the	highest	mark,	‘excellent,’	reflects	the	extent	of	this	labour,	and	suggests	an	eventual	aesthetic	and	technical	alignment	with	the	values	of	the	institution.		In	one	sense,	this	pedagogic	process	can	be	understood,	in	Bourdieu	and	Passeron’s	terms,	as	‘symbolic	violence’,	in	that	it	implies	the	imposition	of	‘a	cultural	arbitrary	by	an	arbitrary	power’.606		This	action,	they	argue,	is	one	of	‘imposing	and	inculcating	a	legitimate	culture’;607	the	transmission	and	reproduction,	in	other	words,	of	political,	ideological	and	cultural	hegemony.		On	the	surface,	Cejuma’s	dissertation	work	seems	to	provide	a	compliant	articulation	of	a	rigidly	Soviet	vision	of	international	friendship	and	exchange.		This	transmission	took	place	on	a	technical	level,	in	that	the	college’s	art	teachers	trained	him	to	use	an	airbrush	(he	recalls:	‘I’d	seen	posters	in	this	medium	but	it	was	the	first	time	I’d	used	it.		They	taught	me	to	maintain	the	pressure	on	the	gun	–	it	was	very	difficult	to	mix	the	colours’608).		In	the	Soviet	context,	this	medium	had	a	resonant	history	as	an	instrument	of	erasure,	having	been	used	by	censors	under	Stalin	to	remove	problematic	figures	from	official	photos.	609		Images	of	Soviet	internationalism	thread	dutifully	through	the	iconography	of	the	posters.		The	red	curtain	across	‘A	Nova	Vida’	replicates	the	Soviet	flag	(minus	hammer	and	sickle),	and	the	recurrent	five-pointed	star	reproduces	the	emblem	adopted	by	the	Bolsheviks	in	1917,	each	point	representing	the	five	continents	whose	workers	would	unite	under	the	Comintern.	The	soaring,	global	perspective																																																									606	Pierre	Bourdieu	and	Jean	Passeron,	Reproduction	in	Education,	Society	and	Culture,	2	edition	(London ;	Newbury	Park,	Calif:	Sage	Publications,	Inc.,	1990),	5.	607	Ibid.,	108;	See	also	Michael	W	Apple,	Ideology	and	Curriculum	(London;	Boston:	Routledge	&	K.	Paul,	1979)	Schools	preserve	and	distribute	legitimate	knowledge,	in	Michael	Apple’s	formulation,	conferring	cultural	legitimacy	on	the	knowledge	of	specific	groups.	They	do	so	as	a	result	of	their	relation	to	other	more	powerful	institutions.	608	Matavele	(Cejuma),	Professor	of	Visual	Communication,	ENAV,	Interview	with	author,	Maputo.	609	See	David	King,	The	Commissar	Vanishes:	The	Falsification	of	Photographs	and	Art	in	Stalin’s	
Russia	(Harry	N.	Abrams,	2014).	
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of	the	first	and	last	posters	recollects	the	central	place	of	space	travel	in	the	Soviet	
	
Figure	87	Soviet	stamp	commemorating	1957	Youth	Festival,	featuring	dove	logo.	Source:	
Brumstamp	
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Figure	88		Official	poster	from	the	1980	Summer	Olympics	held	in	Moscow.		Source:	
britannica.com	imaginary,	particularly	since	Yuri	Gagarin’s	orbit	of	the	earth	in	1961,	which	Boris	Groys	has	argued	became	a	metaphor	for	the	Soviet	project	of	alternative	globalisation.610	Following	the	1957	Youth	Festival	(Figure	87),	the	emblem	of	the	dove,	and	the	terms	mir	(Мир,	peace)	and	druzba	(Дружбу,	friendship),	had	also	become	central	motifs	of	the	new	wave	of	Soviet	internationalism	and	optimism,	in	place	of	older	Stalinist	iconography.612	Picasso’s	Peace	Dove	had	became	associated	with	the	international	Communist	movement	to	the	degree	that	in	July	1953,	UN	delegates	insisted	on	the	removal	of	the	work	from	the	Panmunjom	in	Korea	before	they	entered	to	sign	the	armistice	ending	the	war.613	The	official	poster	for	the	1980	Moscow	Olympics	(Figure	88)	also	featured	a	dove,	its	curling	ribbons	and	parallel	lines	prefiguring	several	devices	in	Cejuma’s	design.		However,	far	from	passively	reproducing	the	demands	of	a	pedagogic	authority,	as	Bourdieu	and	Passeron	suggest,	Cejuma’s	posters	are	emphatically	oriented	to	an	alternative	political	community,	anchored	by	text,	calendar	and	maps	to	the	Party,	and	the	Nation-state.	He	recalled:	
Each	student	had	to	think	of	a	theme	for	their	defence.	So	I	thought	‘what	was	
really	important	to	me	at	that	time?’		We	had	just	received	independence	and	
it	seemed	to	us	such	a	wonderful	thing	–	the	new	flag	we	had,	the	new	life	we	
were	building,	how	it	was	that	we	arrived	at	our	independence…	this	was	very	
important.	It	was	a	time	of	transition	–	it	had	a	big	impact.	So	I	thought	I’d	
address	this	theme…	the	teachers	didn’t	know	the	contents	of	these	messages,	
because	they	didn’t	know	Mozambique.		I	had	the	ideas	–	and	my	professors	
helped	me	with	the	techniques.614		While	he	recalled	Russian	air-brushed	posters	as	his	primary	source,	Cejuma’s	design	aesthetic	also	intervened	in	Frelimo’s	tradition	of	political	poster	production	(see	Chapter	Two).	The	dove,	for	example,	had	featured	in	Frelimo’s																																																									610	Boris	Groys	and	Lukasz	Ronduda,	“Communist	Globalization:	Boris	Groys	and	Lukasz	Ronduda	in	Coversation,”	in	Star	City:	The	Future	Under	Communism,	ed.	L	Ronduda,	A	Farquharson,	and	B	Piwowarska	(Poland:	Nottingham	Contemporary	and	MAMMAL	Foundation,	2001),	185.	612	See	Rupprecht,	Soviet	Internationalism	after	Stalin,	69.	613	Gertje	Utley,	Picasso:	The	Communist	Years	(Yale	University	Press,	2000),	128.	614	Matavele	(Cejuma),	Professor	of	Visual	Communication,	ENAV,	Interview	with	author,	Maputo.	
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posters	from	as	early	as	1974	(Figure	89)	and	became	particularly	prominent	in	poster	designs	during	the	early	1980s.		Berit	Sahlström	notes	that	students	at		
	
Figure	89	(L	top)	Jose	Freire	Paz	(Peace)	1974	Offset	Lithograph	poster.	Source:	Sahlström	
p130;	Figure	90	(R	top)	Graphics	students'	poster	exhibition	and	design	class	at	ENAV,	
Maputo.	Source:	ENAV	1983-2005	Brochura,	2005;	Figure	91	(L	bottom)	Anon	(possibly	
Cejuma)	Paz	em	Africa	1986	Poster.	Source:	Sahlström	p131;	Figure	92	(R	bottom)	José	
Freire	Pela	Paz	(Towards	Peace)	1984	Poster.	Source:	Sahlström	p130	
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ENAV	(Figure	90)	produced	several	posters	featuring	doves	under	Polish	teacher	Lech	Rzewuski	(1941-2004),	and	a	1986	example	from	a	Núcleo	student	in	the	form	of	the	African	continent,	paralleling	Cejuma’s	design	(Figure	91).615					Cejuma’s	nationalism,	forged	and	strengthened	within	the	Soviet	Union,	can	be	understood	in	the	context	of	Prometheism,	an	ideological	commitment	to	nation	in	response	to	the	Russian	empire,	which	also	had	resonance	in	Uzbekistan.616		The	more	critical	nuances	of	this	affiliation	to	a	distant	homeland	are	legible,	I	argue,	through	the	heteroglossia	and	ambiguity	of	the	imagery.		While	the	posters’	elevated,	panoramic	perspective	alludes	to	the	internationalist	actions	that	brought	him	to	Tashkent,	for	example,	it	also	performs	a	dislocation,	a	removal	from	these	territorial	geographies.	Faced	with	this	transnational	vantage	point,	Cejuma	zooms	back	down,	with	pinpoint	specificity,	to	Mozambique.	The	rippling	waves	of	the	Indian	Ocean	locate	Cejuma’s	future	imaginary	many	miles	away	from	doubly-landlocked	Uzbekistan.		Within	the	language	and	media	of	Soviet	apparatus,	Cejuma’s	nationalism	articulates	a	resolute	particularism,	a	quiet	negation	of	Russian	universalist	paradigms.		In	his	treatment	of	the	Soviet	and	Mozambican	flags,	Cejuma	enacts	a	gesture	of	disarmament,	removing,	or	reducing	to	tiny	scale,	the	instruments	and	weapons	of	state	insignia.	While	the	colours	of	the	flags	are	transformed	into	sweeping	graphic	elements,	the	hammer	and	sickle	are	absent,	and	the	prominent	national	crest	of	Mozambique	is	shrunk	to	minute	detail,	the	AK47	barely	legible.		This	gesture	might	be	read	as	a	critical	desire	for	a	less	militant	international	engagement	in	Mozambique.		While	Eastern	Bloc	support	for	Mozambique	meant	education	and	friendship,	it	also	meant	arms,	and	the	obscene	violence	of	proxy	Cold	War	conflicts.		In	this	sense,	the	Soviet	icons	of	the	dove,	and	the	term	peace,	are	exposed	as	a	kind	of	double-speak,	bound	up	in	the	oxymoron	of	‘fighting	for																																																									615	Sahlström,	Political	Posters	in	Ethiopia	and	Mozambique:	Visual	Imagery	in	a	Revolutionary	
Context,	130–32.	616Prometheism	was	a	political	movement	developed	by	Polish	leader	Józef	Klemens	Piłsudsk	in	the	early	twentieth	century	in	Poland.	It	aimed	to	support	non-Russian	nationalist	movements	within	Russian	(and	Soviet)	territories.	Thanks	to	Kodwo	Eshun	for	this	insight.	
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peace’.		While	the	red	Soviet	(or	Chinese?)	flag	inaugurates	a	utopian	‘new	life’	in	Mozambique,	it	is	also	a	layer	that	conceals	it,	and	that	must	be	peeled	away	before	the	future	can	begin.		In	this	post-revolutionary	moment	of	late	socialism,	a	desire	for	the	‘new’	can	also	be	seen	as	a	critique	of	the	status	quo.		Having	traced	the	networks	and	geographies	of	Cold	War	conflict,	Cejuma	ends	his	itinerary	with	a	call	for	pacifism	and	national	sovereignty.			Two	years	earlier,	José	Freire	had	chosen	a	dove	for	the	poster	to	publicise	the	1984	Nkomati	Accord	which	Machel	had	signed	with	the	apartheid	government	in	South	Africa	(Figure	92).		The	choice	of	imagery	was	not	without	irony:	the	Accord,	an	ultimately	unsuccessful	attempt	to	end	Renamo’s	brutal	campaign	of	destabilisation,	marked	in	clear	terms	the	beginning	of	Frelimo’s	turn	away	from	Marxist-Leninism.	
	
Maputo	1986	Despite	close	diplomatic	relations	and	extensive	aid,	the	Soviet	Union	never	fully	acknowledged	Frelimo’s	status	as	a	vanguard	party,	and	in	1981	had	rejected	Mozambique’s	application	to	join	the	economic	union	of	Communist	countries,	COMECON.617		By	1986,	the	year	the	Tashkent	cohort	returned	to	Mozambique,	Mikhail	Gorbachev	had	outlined	the	perestroika	(reconstruction)	programme	of	political	and	economic	reforms	and	declared	that	the	Soviets	no	longer	had	formal	interest	in	southern	Africa.618			Meanwhile,	under	the	pressures	of	massive	foreign	debt,	recurrent	droughts,	and	the	on-going	destabilisation	wrought	by	Renamo,	Machel	had	decided	in	1982	to	start	courting	Western	aid.		In	September	1984,	Mozambique	was	accepted	as	a																																																									617	Mozambique’s	COMECON	membership,	Patrick	Chabal	argues,	was	seen	by	the	Soviets	as	too	much	of	an	economic	drain	and	too	politically	hostile	in	the	geopolitical	climate	of	the	time.	Patrick	Chabal,	A	History	of	Lusophone	Postcolonial	Africa	(London:	Hurst,	2002),	62;	See	also	Isaacman	and	Isaacman,	Mozambique	From	Colonialism	to	Revolution	1900-1982,	184.	618	Newitt,	A	History	of	Mozambique,	216;	On	the	eve	of	the	Soviet	Union’s	collapse	in	1991	there	were	over	50,000	African	students	in	the	USSR,	but	funding	for	the	scholarship	programmes	was	soon	axed	and	this	number	had	shrunk	to	12,000	by	1992.	Charles	Quist-Adade,	“The	African	Russians:	Children	of	the	Cold	War,”	in	Maxim	Matusevich	(Ed)	Africa	in	Russia,	Russia	in	Africa:	
Three	Centuries	of	Encounters	Trenton	(NJ:	Africa	World	Press,	2007),	156.	
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member	of	the	IMF.		On	19	October	1986,	a	plane	carrying	Samora	Machel	and	47	officials	crashed	in	northeast	South	Africa,	killing	the	president.		Joaquim	Chissano	took	over	as	president	and	a	year	later,	the	country	embarked	on	a	structural	adjustment	programme	sponsored	by	the	World	Bank.619			
	In	parallel	with	these	dramatic	shifts,	Frelimo’s	discourse	began	a	retraction	of	the	state	from	artistic	production.		The	party’s	policy	on	culture	had	come	under	increasing	attack	in	the	early	1980s.		A	1981	UNESCO	report	on	‘Cultural	Policy	in	Africa’	issued	a	warning	about	an	‘excess	of	revolutionary	nationalism’,	under	which	culture	is	‘reduced	to	political	slogans	devoted	to	the	personality	cult.	In	this	context’,	argued	Papa	Gueye	N’Diaye,	‘the	cultural	entity	is	captured,	deviated	and	annexed	by	a	force	that	is	the	antithesis	of	cultural	freedom’.620	In	1985,	visual	artists	in	Mozambique	staged	a	protest	demanding	remuneration	for	the	state’s	appropriation	of	their	work,	arguing,	in	Cândido	Nomburete	words,	that	‘they	had	been	used	to	support	the	ideology	of	the	state,	without	appropriate	compensation	and	without	their	rights	as	authors’.621				In	1987,	Frelimo	released	a	briefing	entitled	‘The	Weapon	of	Culture’	which	outlined	a	retreat	from	earlier	cultural	policy:	
It	would	be	false	and	facile	to	say	that	Mozambique	has	found	an	instant	
formula	through	which	it	implements	an	appropriate	cultural	policy.	On	the	
contrary,	the	issue	has	provoked	intense	feeling	and	discussion	amongst	those	
who	work	professionally	and	voluntarily	in	this	field…[this	report	highlights]	
the	lessons	that	can	be	drawn	from	Mozambique’s	early	experiments	and	
experience...	622		The	briefing	concluded	that	‘the	state	must	offer	effective	support	without	unwittingly	stifling	initiative…	[to	avoid]	the	danger	of	sterility	in	official	art’,	and	must…																																																										619	Judith	Marshall,	“Structural	Adjustment	and	Social	Policy	in	Mozambique,”	Review	of	African	
Political	Economy,	no.	47	(1990):	28–43.	620	Papa	Gueye	N’Diaye,	“Cultural	Development	in	Africa:	Evolution,	Experiences	and	Prospects,”	in	
Cultural	Develpoment	Some	Regional	Experiences	(Delhi:	UNESCO,	1981),	13.	621	Nomburete,	Tecnico	de	relações	internacionais,	Ministério	da	Cultura	(International	Relations,	Ministry	of	Culture),	Interview	with	author,	Maputo.October	13,	2010.	622	Frelimo,	Mozambique	Briefing	No	4:	The	Weapon	of	Culture,	3–12.	
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struggle	against	the	simplistic	tendency	to	reject	diversity	as	a	way	of	
achieving	unity.	To	do	this	is	to	make	the	error	of	considering	diversity	a	
negative	factor	in	building	national	unity:	to	make	the	mistake	of	thinking	
that	national	unity	means	uniformity.	Led	by	the	Frelimo	Party	the	
Mozambican	nation	is	being	created	with	a	strong	cultural	identity	enriched	
and	individualized	by	diversity.	We	must	be	aware	that	national	unity	is	not	
built	by	specious	identities	and	artificial	similarities.	624		As	Peter	Fry	has	shown,	this	retraction	from	universalism	would	also	lead	to	a	reversal	in	the	official	approach	to	ethnicity,	opening	the	path	for	renewed	relationships	with	the	régulos	and	other	local	authorities,	and	a	concern	to	document	and	preserve	local	heritage	(through	projects	such	as	the	Ford	Foundation	and	UNESCO-funded	ARPAC	initiative).		This	affirmation	of	cultural	diversity,	he	argues,	aligned	with	the	demands	of	Western	aid	donors	who	increasingly	sought	evidence	of	local	community	development	and	the	preservation	of	tradition.625				The	returning	bolseiros	were	thus	confronted	by	a	profound	ontological	rupture;	a	sudden	reversal	of	the	cultural,	aesthetic	and	discursive	order,	and	a	future	imagined	in	radically	different	terms.		Cejuma’s	‘new	life’	had	shifted	frame.		On	arrival	in	Maputo	in	1986,	the	Tashkent	graduates	were	allocated	teaching	posts	at	ENAV,	(roles	they	still	hold	today).		They	all	described	a	profound	energy	for	developing	the	art	school:	‘the	socialist	system	had	been	really	good	at	teaching	us	how	to	work’,	remembered	Cejuma.	‘This	proved	to	us	that	we	were	comfortable	as	socialists,	because	our	life	was	consumed	by	work,	without	caring	about	remuneration…	that	dynamism	also	helped	things	a	lot.	We	really	made	a	kind	of	revolution,	in	the	school’.626	However	Cejuma	soon	found	there	was	little	demand	for	posters	in	the	new	economic	order,	and	has	since	focused	on	teaching.		When	I	interviewed	him	in	2010,	he	was	completing	a	course	in	Philosophy	and	confessed	that	he	rarely	painted.		More	concerned	with	the	collective	education	than	his	
																																																								624	Ibid.,	8–9.	625	Fry,	“Cultures	of	Difference.	The	Aftermath	of	Portuguese	and	British	Colonial	Policies	in	Southern	Africa,”	134–40.	626	Matavele	(Cejuma),	Professor	of	Visual	Communication,	ENAV,	Interview	with	author,	Maputo.	
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individual	career,	he	recalled	the	egalitarian	promises	of	the	socialist	moment	with	a	profound	nostalgia:	
I	liked	the	political	system	of	communism…	it	gave	more	value	to	life…	People	
would	join	together	to	make	a	social	life,	separated	from	consumption.	Your	
salary	would	cover	all	your	expenses	–	clothes,	food,	water,	gas	to	cook	
anything,	a	house	to	live	in,	electricity,	even	for	those	people	who	lived	right	
out	in	the	remote	forests	-	everybody	had	those	things.	It	was	marvellous…		In	
a	capitalist	country,	they	don’t	want	to	know.	It’s	a	fight	of	power	–	win	if	you	
can	–	while	I	have	my	big	sack	of	money,	that	person	over	there	who	has	
nothing	to	eat	can	die.		It’s	not	just.629			In	this	sense,	the	call	for	pacificism	in	Cejuma’s	posters	can	be	understood	in	terms	of	a	lingering	desire	for	a	different	form	of	socialism,	a	more	peaceful,	less	coercive,	expression	of	solidarity.		 	
																																																								629	Matavele	(Cejuma),	Professor	of	Visual	Communication,	ENAV,	Interview	with	author,	Maputo.	
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Conclusion		This	thesis	has	documented	the	participation	of	three	artists	in	four	internationally	networked	pedagogies,	namely	colonial	education,	informal	workshops,	anti-colonial	cultural	policy	and	Soviet	education.		Each	of	these	pedagogies	proposed	a	radical	transformation	of	the	Mozambican	subject	into	new,	collective	modes	of	identification,	and	a	radical	reassessment	of	aesthetic	value	and	the	social	role	of	the	artist.		I	have	explored	these	pedagogies,	and	the	artists’	response	to	them,	through	three	lines	of	enquiry	and	methodology.				I	began	by	asking,	firstly,	to	what	extent	did	these	pedagogies	reproduce	the	ideological	and	aesthetic	paradigms	of	the	donor	state?		The	four	institutions	within	which	these	artists	worked	were	vastly	different	in	scale	and	ambition,	and	rhetorically	opposed	by	the	bifurcated	topography	of	decolonisation	and	the	Cold	War.	In	rhetorical	terms,	these	pedagogies	sought,	in	turn:	art	which	documented	assimilation	into	a	pluri-racial	Portuguese	empire;	art	produced	through	a	sublimation	into	a	primitivist	collective	unconscious;	popular	art	which	would	facilitate	the	birth	of	the	Mozambican	‘new	man’;	and	socialist	realist	art	to	support	international	class-consciousness.		In	practice	these	institutions	often	ran	counter	to	the	rhetorical	claims	and	objectives	of	the	state.		Portugal’s	colonial	project	espoused	racial	equality,	but	art	education	in	Lourenço	Marques	was	deeply	segregated.	Malangatana’s	art	patrons	encouraged	apolitical	art,	but	had	been	appropriated	by	geopolitical	concerns.		Whilst	Frelimo	vigorously	advocated	nationalism,	its	cultural	policy	was	fundamentally	informed	by	internationalist	networks,	and	whilst	Soviet	art	education	was	offered	as	an	expression	of	internationalist	solidarity,	in	practice	it	was	grounded	in	a	model	of	Russian	supremacy.		These	models	of	art	education	and	patronage,	in	other	words,	often	exposed	the	disjuncture	between	state	rhetoric	and	practice,	and	as	such	had	limited,	and	even	counter-productive	effect	in	reproducing	political	hegemonies.				Second,	through	a	series	of	biographical	accounts,	I	asked	how	artists	had	engaged	with	these	shifting	parameters	for	art.		Their	recollections	revealed	a	range	of	strategies	for	resisting	the	dominant	political	and	aesthetic	paradigms.		
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Malangatana’s	commitment	to	Frelimo	meant	taking	a	political	and	aesthetic	line	that	ran	counter	to	both	his	patrons	and	the	colonial	regime,	articulating	nationalist	and	internationalist	solidarity	in	terms	of	a	specifically	local	aesthetic.		João	Craveirinha’s	concern	to	locate	an	individual	and	African	specificity	in	the	lexicon	of	the	liberation	script	led	to	deep	disillusionment	with	Frelimo,	triggering	a	conflict	which	reveals	much	about	the	internal	struggles	and	debates	within	the	party	at	the	time.			Cejuma’s	expression	of	utopian	nationalism,	forged	from	a	distance,	ran	counter	to	both	Soviet	hegemony	and	the	neoliberal	state	he	would	return	to.		The	relationship	between	artist,	patron	and	teacher	was,	in	each	case,	deeply,	if	not	explicitly,	contested.		In	short,	art	institutions	rarely	complied	with	the	directives	of	the	state,	and	artists	rarely	complied	with	the	directives	of	art	institutions.		These	points	of	resistance	highlight	alternative,	lived	histories	of	the	cultural	Cold	War	and	decolonisation	in	Mozambique.		Finally,	through	visual	analysis	I	asked	to	what	extent	did	these	artists	understand	their	work	as	a	counter-hegemonic	space	for	alternative	expression,	a	space	uncolonised	by	the	prevailing	ideology?		I	have	not	attempted,	through	this	analysis,	to	produce	a	survey	of	art	practice	during	this	period	in	Mozambique,	a	project	which	Alda	Costa	has	ably	undertaken.630		Neither	did	I	seek	to	trace	the	aesthetic	or	ideological	‘origins’	of	these	works,	because	such	an	enquiry	inevitably	relies	on	a	reductive	taxonomy	of	culture.		Rather,	by	focusing	closely	on	three	specific	works,	I	have	sought	to	highlight	the	praxis	of	macro-politics	through	the	micro-histories	of	these	aesthetic	fields.		Through	these	micro-histories,	I	have	foregrounded	specific	instances	of	the	agency	with	which	artists	engaged	in	the	geo-political	landscape	of	the	time.		In	each	case,	I	have	shown	how	they	strategically	occupied	and	appropriated	the	media	and	platforms	of	power:		the	racially	segregated	space	of	the	canvas,	the	mural	as	a	didactic	utterance	of	the	state,	the	airbrush	as	an	instrument	of	erasure	and	control.			Through	these	technologies	of	power,	the	artists	negotiated	a	discrete	position	in	relation	to	both	
																																																								630	Costa,	Arte	E	Museus	Em	Moçambique:	Entre	a	Construção	Da	Nação	E	O	Mundo	Sem	Fronteiras	
(1932-2004)	
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a	transnational	collective	project,	and	to	Frelimo’s,	a	position	conditioned	by	their	relative	hopes	for,	and	disappointments	in,	the	revolution.				The	post-socialist	political	era	produced	radically	different	contexts	for	visual	arts	patronage	and	education.		Among	these	were	the	Ujamaa	workshops,	organised	within	the	framework	of	the	Triangle	Arts	Network	by	a	collective	of	artists,	including	Fatima	Fernandes,	Noel	Langa	and	Victor	Sousa.		Held	in	Pemba	in	1991,	and	in	Maputo	in	1992,	the	workshops	brought	together	ten	Mozambican	and	ten	international	artists	for	a	two-week	residency,	and	encouraged	a	non-didactic	environment	in	which	artists	could	engage	in	free	expression	and	experimentation.		Fernandes	recalled	to	me	how	this	‘movement	came	very	much	at	the	right	time	and	really	helped	us	in	finding	the	things	we	were	looking	for’.631			
	
	
Figure	93	Chair	and	Bust,	Decommissioned	AK47	rifles,	Fiel	dos	Santos'	studio,	Maputo	2010.	
Author's	photo	Another	context	of	patronage	emerged	through	the	increased	actions	of	the	church	and	international	NGOs	in	Mozambique.		Launched	by	Anglican	Bishop	Dinis																																																									631	Fatima	Fernandes,	interview	with	author,	Johannesburg,	2010.	See	also	Polly	Savage,	ed.,	Making	
Art	in	Africa:	1960-2010	(Lund	Humphries,	2014).	
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Sengulane	and	Christian	Aid	in	1995,	the	TAE632	project	offered	civilians	‘development	tools’	such	as	bicycles,	hoes,	sewing	machines	and	tractors	in	exchange	for	salvaged	weapons	and	ammunition.633		In	1997,	TAE	began	a	collaboration	with	Núcleo,	giving	the	decommissioned	weapons	to	artists	including	Fiel	dos	Santos,	Kester	and	Gonçalo	Mabuna634	to	create	sculptures	(Figure	93).		Since	the	early	2000s,	their	works	have	become	the	most	visible	face	of	Mozambican	art	on	an	international	stage;	featuring	prominently	in	the	British	Museum’s	Sainsbury	Africa	galleries,	and	most	recently,	in	Okwui	Enwezor’s	2015	Venice	Biennale	exhibition,	All	The	World’s	Futures.		Having	returned	to	Maputo	from	Kiev,	Gemuce	and	Bento	Mukeswane	went	on	to	form	the	artists’	collective	Arte	Feliz	in	1996,	with	the	aim	of	countering	an	insistence	on	nationalism	in	the	visual	arts.		This	was	followed	in	2002	by	contemporary	art	group	MUVART,	a	collective	which	included	Gemuce,	Carmen,	Marcos	Muthewuye	and	Jorge	Dias.		As	Vanessa	Días	Riva	has	argued,	these	projects	have	been	fundamental	to	the	shaping	of	new	terms	for	contemporary	art	in	Mozambique.635	As	well	as	teaching	at	ISArC	(Mozambique’s	first	tertiary	level	art	school	which	opened	in	2009),	Gemuce	has	developed	a	successful	international	career,	producing	installation,	performance	and	painting.					On	the	surface,	these	recent	projects	seem	to	disavow	respectively,	the	didacticism,	militancy	and	nationalism	of	the	previous	era.		Political	iconography	is	gone,	literally	dismantled	in	the	case	of	the	TAE	works.		Yet	in	important	respects,	the	legacy	of	the	socialist	moment	endures.		
																																																								632	Transformacão	de	Armas	em	Enxadas	(Transforming	Arms	into	Ploughshares).	See	Frank	James	Tester,	“Art	and	Disarmament:	Turning	Arms	into	Ploughshares	in	Mozambique,”	Development	in	
Practice	16,	no.	2	(April	2006):	169–178.	633	Christian	Aid	estimated	that	seven	million	guns	remained	in	circulation	in	Mozambique	after	the	1992	Rome	Peace	Accord	which	ended	the	civil	war.	634	Fiel	dos	Santos,	interview	with	author,	Maputo,	2010;	Gonçalo	Mabunda,	interview	with	author,	24	July	2010.	635	Vanessa	Díaz	Rivas,	“Contemporary	Art	in	Mozambique:	Reshaping	Artistic	National	Canons,”	
Critical	Interventions	8,	no.	2	(May	4,	2014):	160–75.	Rivas,	“Contemporary	Art	in	Mozambique.”	
		
247	
In	a	2006	article,	Mary	Anne	Pitcher	has	argued	that,	from	the	early	1990s,	Frelimo	and	business	interests	have	actively	‘erased’	the	memory	of	Mozambique’s	socialist	past,	in	order	to	build	a	new	national	identity	of	neoliberalism.	636	Forgetting	is	used	in	this	instance	as	a	strategy	to	navigate	the	transition	from	socialism,	to	foster	international	investment,	and	to	restore	the	legitimacy	of	the	state.	However,	while	the	end	of	socialism	might	have	allowed	more	open	freedom	of	expression,	it	also	fostered	increased	power	inequalities.	While	Frelimo	has	been	actively	‘forgetting	from	above’,	she	proposes	that	urban	workers	in	Mozambique	have	retained	the	memory	of	promises	made	during	the	socialist	period,	and	strikers	and	unions	have	been	reviving	the	language	of	socialism	in	order	to	effect	critique	of	the	neo-liberal	economy	and	the	erosion	of	their	power.		Drawing	on	councils	formed	during	the	liberation	struggle,	workers	are	denouncing	the	impact	of	structural	readjustment	programmes	and	the	incumbent	levels	of	exploitation	as	a	form	of	‘recolonisation’.			Pitcher’s	formulation	resonates	through	the	visual	arts	in	subtle	ways.		Nostalgia	for	the	socialist	moment	recurred	in	the	accounts	of	the	artists	I	spoke	to	in	Maputo.		Like	Cejuma,	Raimundo	fondly	remembered	the	egalitarian	promises	of	Soviet	socialism,	and	in	his	2008-9	series	Kuwoca	(Figures	94-95),	addressed	the	theme	of	solidarity,	his	finely	worked	watercolours	depicting	intimate	moments	of	community:	a	woman	helping	a	bereaved	friend	with	her	laundry,	a	group	of	fisherman	carrying	a	boat.	‘I'm	talking	of	socialisation	and	cooperation’	he	recalled,	‘how	neighbours	help	each	other,	and	look	after	each	other’.637			Gemuce	recalled	an	ambiguous	relation	to	socialism	on	his	return	from	Kiev:	‘I	went	from	there	with	information	that	socialism	is	the	best	system,	and	we	need	to	fight	to	construct	it,	to	help	make	this	successful,	although	it	was	always	present	in	me,	that	I	need	freedom	in	art’.638		In	immaculate	realism,	his	2007-8	series	of	oil																																																									636	M.Anne	Pitcher,	“Forgetting	from	Above	and	Memory	from	Below:	Strategies	of	Legitimation	and	Struggle	in	Postsocialist	Mozambique,”	Africa	76,	no.	1	(2006):	89.	637	Raimundo	Macaringue	(Raimundo),	Professor	of	Painting	and	Visual	Education,	ENAV,	Interview	with	author,	Maputo,	November	11,	2010.	638	Pompílio	Hilário	(Gemuce),	Interview	with	author,	Maputo,	October	13,	2010.	
		
248	
paintings	(Figures	96	and	97)	depict	figures	including	a	woman	in	a	burka,	a	policeman	and	the	artist	himself,	riding	a	swing	against	a	clear	blue	sky,	a	utopian	space	above	the	earthly	concerns.			
	In	exploring	the	disjunctures	between	official	histories,	lived	experience	and	the	visual	field,	it	has	become	clear	that	these	transnational	art	pedagogies	were	not	simply	an	exercise	in	hegemony,	or	successive	models	of	cultural	imperialism,	but	also	a	series	of	opportunities	and	technologies	on	which	artists	have	selectively	drawn,	and	still	draw	today,	in	order	to	critique	the	present	and	imagine	a	better	future.		Participating	in	this	global	circulation	of	knowledge,	ideas	and	images,	they	exercise	a	radical	spatial	and	cultural	mobility,	like	Gemuce’s	oscillating	figures,	refusing	to	be	bound	to	a	single	ideological	pole.		Through	their	work,	they	have	instead	imagined	new	forms	of	co-existence	and	solidarity:	a	revolution	not	determined	by	external	forces,	but	the	revolution	as	they	want	it	to	be.								 	
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Figure	94	Raimundo	Woman	helping	her	bereaved	friend	with	washing	Watercolour	2009.	
Courtesy	of	the	artist	
	
Figure	95	Raimundo	Kuwoca	Watercolour	2008.	Courtesy	of	the	artist	
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Figure	96	Gemuce	Heaven	Oil	on	Canvas,	2008	Courtesy	of	the	artist	
	
Figure	97	Gemuce	Authority	Oil	on	Canvas	2008	Courtesy	of	the	artist			 	
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